In the quote above, Bill T. Jones was referring to issues of identity. What does it mean to be a woman? What does it mean to be man? Scholarly research in the field of dance begins with the methodological premise that some things are only effectively known through their enactment. Research happens through conscious, attentive practice. Knowledge must be lived…over time. This paper utilizes movement practice as a site for cultural research. The imminent, fluctuating and heightened physicality of movement research, reconstructed here in writing, contributes a different perspective toward the understanding of academic concepts such as identity, race, gender and, in this case, authenticity.
Moving the bones
Some call the room a cocoon, a womb; some a sarcophagus. The dance studio is buried in the basement of a large complex called the Center for Arts, a series of gray concrete buildings, with sealed windows protecting the air control system. It is a heavy structure that implies permanence, stability. The studio itself, Faking it?
Pirkko Markula and Jim Denison ask whether it is "possible to produce timely embodied accounts of people's movement experiences given that the act of studying movement privileges language and writing (the intellect) and often reduces any movement experience (the physical) to an object of analysis (2003:18)." They seek to address the problem of written research that " results in the disappearance of the person or people studied, not to mention the author or any of the social conditions that produced that text (18)." I am asking similar questions through the crafting of this article. I write in my regular talking voice, placing my "data" in the text in ways that I hope enliven the individuals involved in the research. I consider the visceral impact of my words and the visual organization of the text. Utilizing these strategies my hope is to "[plunge]
the reader (and writer) into the interior, feeling, hearing, tasting, smelling, and touching worlds of subjective human experience (Denzin 1997, cited in Markula and Denison 2003:8) ." It is an attempt to meet Markula and Denison's challenge to combine "the sensibilities of an artist" in the crafting of ethnographic research.
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Faking it
At 11:26 AM -0500 1/29/04, kkolcio@wesleyan.edu wrote:
Dear Class, I was thinking about the problem of "faking" experiences. The thought came to me that acknowledging a "fake" experience implies the existence of some "real," "authentic" experience. It made me think...
(hmmm)
Choreographer Deborah Hay asks us to attend to our cells -she doesn't say there is a right or a wrong way; she doesn't expect that cellular consciousness will result in any particular kind of movement; she doesn't even suggest that it should be an enjoyable thing to do. It IS whatever happens when you are attending consciously to your cells.
Or -is there a more authentic way of attending to your cells? And if so, who decides? How do you know when you've achieved it or when you're faking it?
What is "fake"? Is it an issue in the making of a dance? What do you think? If you have any thoughts on this topic, either share them via email or bring them to class. I'll see you after this weekend, unless you fake it, in which case maybe it never happened. Yours, Katja Faking It 9 Ellen throws herself into a series of quick turns, jumping from left foot to right, arms perched to both balance and propel her forward through space, her focus consciously softened but intently returning with each spin, to the same spot on the wall in order to maintain her sense of orientation in the empty studio. Done. Ellen sits down, discontent, armed only with the movement problem given earlier in class. She spends her first twenty minutes spinning because that is her favorite move to practice, and because it helps distract her from the task at hand.
Deborah Hay has developed an approach to movement invoking "cellular consciousness." Hay describes her approach: 'I dance by directing my consciousness to the movement of every cell in my body simultaneously so that I can feel all parts of me from the inside, from the very inside out moving (1977:21).' Hay "redefin(es) her subjectivity as neither more nor less than the cells of the body… Hay and her dancers are simply the sum total of the body's cells, each of
which participates fully in the moment of the dance (Foster 1995:13 The movement problems assigned in dance class can seem pointless. This one particularly so: Create a movement phrase initiated through cellular awareness.
They had practiced cellular consciousness earlier in class that day. It had not been a satisfying experience. In fact, she felt that she had faked it, which troubled her teacher, who seemed somewhat annoyed with the class for faking in the first place. (Lather 1986:66 
speaks of mobilizing the 'necessary error of identity' as a vital strategy of radical democratization because it exposes that which is excluded (1993:229).
The concept of authenticity has also been challenged within dance scholarship, notably dancer/scholars who engage multiple dance genres in their dancing and writing (S. Jeyasing, 1998 , A.C. Albright, 1997 , A. Meduri, 2001 , B. Browning, 2001 , P. Markula, 2001 and those who deal with dance reconstruction (M. Franko, 1993 , H. Thomas, 2004 .
Despite the sustained academic critique, the concept of authenticity is still embedded in the practice of politics, medicine and education.
If we agree that authenticity is culturally constructed, where does this leave the student? The scholar? The teacher? The ones with more or less power to decide?
Faking It 13 Authenticity yields authority. In dance the issue of authenticity is foregrounded most vividly in the performance and teaching of so-called cultural or world dance forms. For instance, we value the 'native' dance teacher for their direct connection to a heritage. In turn, authorities determine and certify cultural and other forms of authenticity. Each term, authenticity and authority, establishes the other. That would render both terms meaningless. But it doesn't. These intertwined concepts are the foundation for power, value, right, privilege, the basis for identity, and the determinants for truth.
Authenticity also implies being true to one's own personality, spirit or character. So, authenticity can be approached from two angles. On one hand, authenticity is determined by objective criteria, externally verifiable, authenticated. On the other hand, authenticity implies an internal verity. These two perspectives are not mutually exclusive. That would be too simple. Instead they depend upon one another, even while they contradict one another. It is expected that internal and external verity should concur. When they don't, an individual is likely to blame him or herself, as Ellen did. 
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The dance space, like a ritual space, is both ordinary and extraordinary. It is just a room, but it is also the place where the reality of most daily activities is suspended, transcended, allowed to separate into many precious fragments to be woven into other patterns of reality. When you enter improvisational space, it is appropriate to acknowledge a transition, a crossing of a threshold, a passage into other, expanded ways of knowing and being. These are not essentially different from the ways that we live This is how I see it applying to our work:
The idea that we are attempting to conform to vague norms through our choreography is a big issue. How do we deal with creating movement according to rules that may not actually exist? Everything may be here and real because it is happening in our bodies, but what happens when we feel that we don't believe in our choreography enough? Even if we all agree that "fake" as a state or concept does not exist, it is important for us to remain resilient during the times that make us feel as if we are "faking" something. Ellen You come to class the next day, reassured that your students will not defect.
They will stick this out even when the material feels false. And they will continue to question their assumptions and their biases. But how will they trust enough to not know. And when will they trust what they know?
Excerpt of Class Journal, Week of Performance I am fashioning a dance for winter dance. It is composed of a multitude of things, some of which I understand and others that I most certainly do not. It is a spectacle, it is composed of a ranging of different things that popped out We are all meant to learn. How far and to what reaches can we ever divide ourselves? That, I believe, has been a goal or at least a kind of falsity since the beginning of time or at least for a really long time.
[P]ost-modernism involves the development of new rhetorics of science, new stories of knowledge 'after truth'… The postmodern world is without guarantees, without 'method'…All we can do is invent. We must construct and exemplify the rhetorics of the future…through …endless stories. Like this one. (Tomlinson, 1990 :44,57, from Lather 1993 
